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While Le Quattro Volte thus extends its attention across human, animal, vegetable and mineral realms, I wish to focus in this essay on the nonhuman animals -the dog, goats, ants and snailsthat populate the film. Le Quattro Volte might appear to invest uncritically in an image of pastoral idyll through its nostalgic focus on farming practices in Calabria (the region of Italy in which the film is set), thereby undermining any progressive positioning of animals as agents or political
beings. Yet while Le Quattro Volte takes risks, not only in its nostalgic rural vision but also in its mystical positioning of life cycles, the film balances this, I argue here, with a democratizing mode of human-animal representation. Drawing on the work of Jane Bennett, I explore questions of animal agency in the context of what I call Frammartino's 'horizontalist' aesthetics -a mode of cinematic presentation that works against speciesist hierarchies of being. I read questions of animal agency, objectification and performance both within and against this horizontalist aesthetics in order to consider Le Quattro Volte's cinematic and democratic re-imagining of cross-species relationality. 2 In Vibrant Matter: A Political Ecology of Things, Bennett uses the concept of horizontalization as part of a broader project of dissipating 'the onto-theological binaries of life/matter, human/animal, will/determination, and organic/inorganic'. 3 Invoking Bruno Latour's figure of the actant 'as a source of action that can be either human or nonhuman', 4 Bennett elaborates an account of nonhuman agency that encompasses both intentional and nonintentional effects. She draws on Charles Darwin's reflections on the ways in which worms contribute to human history by enabling seedlings and thus engendering 'an earth hospitable to humans'. 5 Darwin does not claim that this contribution to human history is intentional, but he notes that the 'accumulated effects' of these 'small agencies' are significant. 6 This model of what Bennett calls 'a more distributive agency' -developed further with reference to Jacques Rancière's thinking of dissensus -allows Bennett to formulate 'a vital materialist theory of democracy', in which human and nonhuman agents are seen to play a part, in contradistinction to models of history, politics and democracy understood as exclusively human. 7 As Bennett suggests, her aim is not to flatten differences between species, to 'horizontalize' completely, but to examine 'the affinities across differences'. 8 As she observes: 'The task at hand for humans is to find a more horizontal representation of the relation between human and nonhuman actants in order to be more faithful to the style of action pursued by each'. The film's nonanthropocentric horizontalization of representation unfolds not only within the space of a single frame but also through visual patterning between scenes. In interview, Frammartino invites us to read the film in this way, drawing attention to the 'reversal of roles' at work: in a closeup of an ant crawling over the goatherd's face, '[t]he ant steals the scene, and the man's face, in close-up, becomes a landscape'; later, a man climbs up the tree that becomes the protagonist of the third section -'tiny as an ant', the man is dwarfed by a landscape that now reminds us of the goatherd's face. 17 The film is interested in the comic effects of these visual exchanges between realms of being. Frammartino explains that he is inspired by the work of Chaplin and Tati, in which 'things become other things'. This punctures the high seriousness of the Pythagorean framework that shapes the film: 'Filming a goat as if it were a person ends up making you laugh and this is also part of the game.' 18 Such forms of anthropomorphism might appear to reduce nonhuman difference to human sameness.
But by drawing our attention to patterns across human and nonhuman realms, Le Quattro Volte's anthropomorphic impulse seems expansive rather than reductive, as it works to uncover commonalities across species lines. As Bennett suggests:
A touch of anthropomorphism […] can catalyze a sensibility that finds a world filled not with ontologically distinct categories of beings (subjects and objects) but with variously composed materialities that form confederations. In revealing similarities across categorical divides and lighting up structural parallels between material forms in 'nature' and those in 'culture', anthropomorphism can reveal isomorphisms. 'affinities across differences', and allowing for a further sense of 'sounds and sights that echo and bounce' in a nonhierarchical manner.
Le Quattro Volte's interest in the displacement of the human is further explored through what
Frammartino sees as the relinquishing of directorial control that arises from working with animals:
'I wanted to film animals because it was something that I could not control.' 24 He says that it was enjoyable but 'exhausting' to work with the goats in particular, precisely because they could not be easily directed (indeed, Romney notes something 'anarchic' about the goats). 25 Frammartino comments: 'You can't ask a goat to do specific things like climbing on a table. You need to stay there and wait. You're at the mercy of what happens. It's an exercise of humility of the eye, which I find very interesting.' He frames this as an attempt to 'reduce the self-importance of my perspective as director, indeed, of our perspective as humans.' 26 Viewed along these lines, the centrality of the human is displaced both in front of and behind the camera, both onscreen and off. This seems affirmed by the sense of animal agency captured yet not controlled by the film. When the goats crowd into narrow interior and exterior spaces, some spontaneously jump to higher ground; the ants crawl across the packet of dust left on the ground by the goatherd; one goat knocks a pot of snails off the goatherd's kitchen table; earlier, the snails escape from the pot, crawling across the table.
Difficult to control fully, all of these scenes bear within them documentary traces of animal agency, and of the director being 'at the mercy of what happens'.
Yet while the nonprofessional performances of the goats, snails and ants may bear out, to some degree, a relinquishing of directorial control, this is in tension with Le Quattro Volte's investment in professional animal performance, notably in the eight-minute take that forms the film's astonishing centre. In the midst of an Easter procession through the village, the goatherd's dog removes a rock lodged under a van on a hill; the van crashes into a fence (off-screen), allowing a group of goats to escape from their enclosure. The sight gag was an extensive undertaking (including a week's preparation and 130 extras), 27 and the financial stakes were high: Frammartino's fraught conversations with his producer suggest that the scene was seen as key to the film's success. 28 Thus the dog's performance is not only highly trained but also highly spectacularized and commodified;
indeed, his skilful display won him the 'Palm Dog' special jury prize at Cannes in 2010, no doubt generating further publicity for the film. A 'deadpan, detached and altogether breathtaking coup de cinéma', 29 the scene enacts a celebration of cinema (cemented by its invocation of Tati, Keaton, Chaplin), and of the relation between cinema and animality. Here the potency of animal magnetism is transferred to the 'breathtaking coup' of the film. Yet this is a kind of fetishistic transference that,
as Nicole Shukin has shown, rarely benefits the animal. 30 Indeed, in its conversion of animal performance (not only of the dog but also of the goats) into 'entertainment capital', this scene in particular echoes the visual and power economies of the zoo, and the ways in which zoo animals become 'subject to biopower, to forms of positive economic and emotional investment designed to mold them into docile, willing performers of capitalist spectacles.' 31 As an entertaining coup dependent on what Shukin calls 'animal capital', the scene gestures to cinema's long history of exploiting animals onscreen.
Against this backdrop of appropriation, however, the question of nonhuman agency remains emphatically present. Though the eight-minute scene is rigorously prepared, it is also open to contingency (for example, the exact timing and movements of the dog and goats). And though the dog is trained -a 'docile, willing performer' -he is also, to a certain extent, in control (as Frammartino notes, the dog is 'the driving force in this scene'). 32 The movement of the camera during this scene, panning from left to right and back again, is usually prompted by the actions of the dog; though the dog is offscreen at times, the camera often reframes in order to keep him in 
